term accommodation service for marginalised men.
The Home Project's objective was to raise awareness of homelessness in the Northern Rivers region of New South Wales through creative arts practice and community engagement activities. The broad project aims were to explore questions of home, homelessness and belonging in Northern Rivers' communities; to address the experiences of individuals affected by homelessness; and, where appropriate, to provide avenues for public dissemination of the stories of individuals who are or have been without a home. Being a collaborative exploration of a complex and sensitive issue, the project was conceived as an open-ended inquiry that would operate according to the principles of participatory action research and creative practice research.
That is, in both thematic focus and practical activity the project was designed to be both iterative and emergent, with recurring evaluations ensuring that each year's activities built on the experiences and outcomes of those of the previous year.
This article discusses the activities undertaken in each year of the project, providing a case study of a community engaged research project involving collaboration between university staff and students, a performing arts organisation and a community service provider. In particular, we discuss the way in which the theme of 'hospitality' emerged, as both a theoretical and practical orientation for the project, through our engagement with the history and current operation of the Winsome Hotel. As a longstanding Lismore institution and a venue for live music that now operates as a soup kitchen and accommodation service, commercial hospitality. At the same time though, in ceasing to operate as a pub and music venue and reorienting to deliver services for people without a home, a perception arose in the Lismore community that the Winsome had somehow turned its back on those in the community who had previously found their home at the Winsome.
The complexity of this apparent about-face and the social dynamics and reverberations it produced serve as a particularly cogent reminder of the awkward status homelessness carries as a social and cultural issue. In this article, we focus on the way in which the project's openness to emergent themes allowed us to target our objective of raising awareness of homelessness in the region through an investigation of the physical infrastructure of hospitality built into the Winsome Hotel.
SITUATING HOMELESSNESS
Homelessness is a complex and difficult social issue, an imbroglio (Latour 1993 ) that sites the disadvantage and deprivation experienced by people without a home within a network of personal and social factors such as social inclusion and exclusion, social stigma, and mental health and wellbeing (Mulligan, Scanlon & Welch 2008; Secker 2009) , and causal factors such as housing affordability, unemployment, poverty, domestic violence and mental illness (Homesslessness Australia 2013).
According to Homelessness Australia (2013) , the peak body for homelessness issues and services in Australia, on any given night 1 in 200 people are homeless, with over 100 000 people without a home nationwide. New South Wales, being the most populous state, has the largest number of people without a home, around 28 000 (Homelessness Australia 2014). And notably for this project, the Northern Rivers area of New South Wales (the Australian Bureau of Statistics refers to this area as the 'Richmond-Tweed') has 6 per cent of the state's homeless people, but only 3 per cent of the state's population. Thus the Northern Rivers' rate of homelessness is roughly twice that of the state as a whole, and the rate of homelessness amongst Aboriginal and Torres State Islander people in the region is many times higher, making it a significant social issue for the region (Homelessness NSW 2006). These statistical measures of homelessness are vital for gauging the scale and distribution of homelessness in urban and regional areas; however, they are not directed at understanding how homelessness is experienced and perceived by individuals and societies. This more material perspective calls on concepts such as social exclusion and inclusion to situate homelessness within a network of social relations and attitudes. 'Social exclusion' is a term which has been used in social policy internationally for many years, especially in the UK where a 'Social Exclusion Unit' was established in 1997 (Barraket 2005) . Secker (2009, p. 5) argues that social exclusion can be understood as the failure of various systems which underpin modern society:
-the democratic and legal system, which promotes civic integration -the labour market, which promotes economic integration -the welfare state system, which promotes social integration -the family and community system, which promotes interpersonal integration.
Clearly, many people without a home will suffer from various forms of social exclusion. Secker also argues that social inclusion is best understood not as the inverse of social exclusion but as a measure of how individuals feel accepted within social contexts. Where social exclusion is a structural problem, 'inclusion operates on an individual or group level and relates to the extent to which people are accepted and feel they belong within different social contexts' (Secker 2009, p. 5) . Inclusion, then, is something that is felt, it has an affective dimension that questions of housing, civic or labour market integration will not necessarily address.
Similarly, the concept of stigma operates on an affective and attitudinal level. Stigma arises from the effects of social practices aimed at marking certain populations, such as poor people or criminals, with the 'marks of shame' (Phelan et al. 1997, p. 323) .
Such intentional and public stigmatising practices are designed to demarcate social boundaries and hierarchies, differentiating those who conform to cultural norms from those who do not (Goffman 1968) . The corollary to these public and visible technologies of shame is the effect this public shaming has on the attitudes and behaviours of people in society. As Phelan et al. (1997, p. 325) note, stigma normalises discriminatory practices and justifies the existing social order by shifting responsibility for disadvantage to the individual. Thus, while compassion for the homeless is widely felt, people without a home are also frequently considered lazy and irresponsible, as having brought their situation upon themselves (Link et al. 1995) .
People without a home suffer various forms of social exclusion and stigma. Stigma is cumulative and associativepeople are stigmatised for many different reasons, and people without a home are frequently subject to the stigma attached to homelessness, but also to mental illness, alcohol or drug problems, criminality, or ethnic minorities (Link et al. 1995) . Additionally, Gronda (2009) argues that stigma can also prevent people from accessing supportive social services and networks and conversely can lock people into destructive social situations. Thus stigma operates as both a mechanism of social exclusion and as a kind of social pressure or inertia, keeping individuals in their current situation and preventing change.
A further concept useful in framing the affective dimension of homelessness is the notion of place and related notions of place attachment, place identity and sense of belonging. These concepts, which are addressed across a range of disciplines such as social psychology, human geography and sociology, all explore the relationship between people and the places they inhabit, the bonds that form between people and place, and the values and meanings people derive from an attachment to place. People without a home are frequently denied access to the stability and security that place attachment can provide -security both in the sense of physical shelter and in terms of a stable sense of self, a sense of continuity of identity (Garbutt 2011; Scannell & Gifford 2010) . The mobility required of the homeless, the way they are frequently treated as a 'problem' of public space which must be always moved on and kept from sight (Kawash 1998) , ensures that people without a home do not get access to the positive benefits of attachment to place -the individual and collective meaning-making that can occur when people are able to form bonds to specific places (Cresswell 2014) .
Addressing the dislocation of homelessness in the Northern Rivers, then, involved exploring how people find meaning and identity in the places important to them and communicating this to the wider community.
PROJECT DESCRIPTION AND DISCUSSION
Homelessness is an issue that scales right from the very concrete experience of material existence up to the much more abstract sphere of public policy, and addressing homelessness requires responses that are appropriately positioned on this scale. At the same time as homelessness is something that is experienced by individuals, it is also a social justice problem for society, for towns and cities which seek to house and support the homeless, and for governments which must likewise provide economic support as well as policy directed at reducing homelessness within the nation.
For an arts-based university department and a performing arts organisation to seek to influence the concrete and infrastructural aspects of homelessness services, such as housing, health and service provision and the policies underpinning these services, would be an ineffective use of the capacities of creative arts practice. The more affective and attitudinal realm of the issue, however, is much more within the purview of the creative arts; these more personal factors of how people feel and what they think delineate two key potentialities of creative arts practice, both in terms of the process of being creative and in terms of the effect of apprehending the outcome. Participation in the arts is understood to 'have a positive effect on the way people feel, which improves personal wellbeing' (Barraket 2005, p. 8) .
A key aspect of this positive effect is the active, practical nature of creative arts -they require individuals to engage with new knowledge, to learn new skills and to collaborate with others, and in that sense to produce change within their lives and contribute to social inclusion (Mulligan, Scanlon & Welch 2008) . While a simple cause-effect relationship between arts activities and social outcomes is difficult to observe because of the diffuse and personal nature of the factors involved, producing the capacity for change, creating 'the conditions in which individuals and groups of people can renegotiate the terms of their involvement in their local communities', is where community engaged creative arts practice can make the greatest contribution (Mulligan, Scanlon & Welch 2008, p. 52) .
The Home Project's objective of raising awareness of homelessness, with its correlative aims of exploring the experiences and stories of people without a home, arose out of the need to focus on the affective and attitudinal dimensions of homelessness.
Creative activity is not only a process that can be personally beneficial, it is also a mechanism of public communication, a 'powerful vehicle for community education around public health issues' (Barraket 2005, p. 8) . The combination of the social change agenda of participatory action research and its iterative structure (Greenwood & Levin 1998) It was the emergent nature of creative practice research processes that guided us in our endeavours. That is, while we went about the activities for each year with a certain structural sense of where our activities would be focused and located, we did not know what the outcomes of each process would be other than that they would be publicly displayed or performed, and so the process was designed to allow for emergent factors to direct the development of each phase of the project.
In this section of the article, we will outline the activities conducted in each year of the project and discuss the themes that gradually emerged over the full duration of the project.
2011: A Place for Everything
For the first phase of The Home Project, the project partners decided to focus initial activities during National Homeless Persons Week (NHPW) in August in order to, firstly, produce materials for a public exhibition later in the year, and secondly, develop relationships with individuals and stakeholders associated with housing services and homelessness in the Lismore area. Early on in this process, we held a public forum to seek input into the project and invited representatives of the many social service organisations in the region who work with people without a home; while only a small percentage of invitees attended, crucially we did get interest and advice from representatives of the Lismore Soup Kitchen and Winsome Hotel, as well as from Peter Lehner, the choirmaster for the Winsome Choir, which is a choir made up of people who frequent the Winsome Hotel for meals. Given the sensitivity of the notion of homelessness, developing a sense of trust with the communities we engage with has been a central aspect of the project throughout its development. We saw it as vital that, in this first year of the project, we develop a solid basis of community trust and understanding on which we could build in subsequent years (Jermyn 2001) .
With this proviso in mind, the project partners agreed to treat this first year as exploratory and thus to focus on concepts bordering homelessness rather than on homelessness itself; we wanted to bring to the fore some of the nuance that is often hidden within or obscured by the stigma of homelessness (Gilbert 2001; Phelan et al. 1997 ). During creative development meetings which were held with the project partners and the students who had agreed to be involved, the underpinning concepts for the NHPW activities were devised and developed. NORPA's program for new work, 'Generator', of which The Home Project formed part, focuses on creating theatrical work that is both engaging and relevant to the diverse communities of the Northern Rivers. Artistic Director Julian Louis was instrumental in suggesting creative frameworks for the exploration and acted as provocateur to the students and researchers working on the project. We decided to explore individual and community sentiment around notions of home, place and belonging, ideally providing a series of creative spaces for people to think about their own sense of belonging in this region or in others.
In creative and planning meetings, NORPA's site-specific and interactive theatre productions were a key influence on our approach. Recent NORPA projects had included the creation of a site-based work, Railway Wonderland, set in Lismore's disused railway station, and a circus show, Open House, set in a real house in North Lismore (NORPA 2011 (NORPA , 2012 . Particular inspiration was derived from the Democratic Set project by Geelong's Back to Back Theatre. The Democratic Set revolves around a mobile theatre set -a shipping container -in which community members are filmed while performing their response to a given theme or question.
Established as a residency at various locations (in Australia and internationally), the project is based on the belief that 'all people are in principle equal, and should enjoy equal social, political and economic rights and opportunities' (Back to Back Theatre 2014).
The project enables both an individual address of the concepts being explored and a community response, through the summing of individual performances -in this way employing repetition and difference to provide a 'snapshot' of community sentiment.
On the basis of our desire to produce a snapshot of community sentiment regarding home and belonging, three different activities were designed to produce audiovisual materials for later exhibition. These activities and the subsequent exhibition, A Place for Everything, were centred around the university's gallery space, a small shopfront that had been converted into the SCU next Art Gallery, located in the Lismore CBD. The choice of such a central location for NHPW activities (rather than inviting participants to come to the SCU Lismore campus situated a few kilometres from the CBD) was based on the need to take the project to the centre of community activity. The three activities conducted are described below.
Up Against It
In this activity, members of the Winsome Choir were filmed performing against the rear wall of the SCU next Art Gallery.
Choirmaster Peter Lehner worked with the choir to devise scenarios for their performance, in which they variously sang, chanted, told stories, enacted skits, or simply regarded the camera in silence.
Footage from the Winsome Choir's performances was later edited and projected life-size against the rear wall of the gallery at nighttime during the exhibition period, so that it 'mapped' directly back onto the space it was filmed in (see Figure 1) . The result was the appearance of a group of figures 'inhabiting' the space while no one else was around. This project thus reflected on notions of public visibility and invisibility, producing a kind of nocturnal after-image of urban space.
Where You Stand
In this activity, participants were asked: 'If you had a statue made that played the matching audio story (see Figure 2) . This project was also edited together for inclusion in an ABC Open story written by one of the project's student participants (see Lewers 2011) .
Together, these photos and audio recordings operate as an exploration of place attachment and belonging, requiring participants to think not only of places that are special to them personally, but also to see themselves in those places, publicly visible and permanent. This activity, then, was about visibility and value, designed to produce a kind of 'virtual empowerment'.
As many commentators (Goffman 1968; Kawash 1998; Phelan et al. 1997 ) note, visibility is a trope or recurrent theme within homelessness -the homeless are publicly visible because of their lack of access to private space and their often untidy appearance, likewise often as a result of a lack of access to private space (Kawash 1998) . This form of visibility feeds the stigmatisation of the homeless; while statistically -in Australia at least -there are more people without a home staying with friends or relatives than sleeping rough on the streets (Homelessness Australia 2013), the heightened visibility of a small number of homeless people crowds out representation or consideration of the 'hidden homeless'.
Thus, while it is in part correct to suggest that homelessness is a 'visible problem', it is more correct to suggest that homelessness involves a problem of visibility, a problematisation of being visible in public. Asking people 'if a statue was made in your honour, what would it look like and where would it be placed?' is necessarily to propose that every person is visible, valued and included within a community; it creates a virtual space in which each of us is a public figure, whose identity and memory and thus attachment to place lives on in public space after we are gone.
Lounging Around
For this part of the project, an outdoor lounge was set up in the laneway beside the gallery and turned into a film set (see Figure   3 ). Participants -both passers-by and invitees -were asked a series of questions about home, place and belonging, which were later edited into short vox-pop interview sequences (see http://vimeo. com/32238774 for one of the edited 'Lounging Around' segments). The Home Project's 2011 phase was designed to canvas the community's relationship to notions of home and place and to highlight the wide range of understandings and experiences of these notions in the community. We used multiple media forms to create a snapshot of the many and varied perspectives on home in Lismore's multicultural community, and in terms of our desire to raise awareness of issues relating to homelessness in the region, focused on the question of visibility in relation to homelessness. We sought to get both participants and audiences to reflect on their sense of belonging to and in a place, their attachment to specific places and why they felt such attachment.
2012: Winsome Stories
In evaluating the outcomes from the 2011 phase, and thinking about how we could build on this phase in 2012, we saw that, firstly, we had produced and exhibited a number of creative outcomes and engaged with hundreds of people in the process, but that more crucially we had also made a step towards building trust and familiarity with service providers and community members experiencing or working in homelessness. Importantly, the most All interviewees spoke about the welcoming nature of the hotel, its conviviality, the warmth of its interiors, the grandness of its architecture and the special feeling this conferred on visitors to the hotel; this sense of both regality and community familiarity is also evidenced in the way the hotel is referred to in newspaper stories through the 2000s, where it is referred to as the 'duchess' or 'grand lady' of Lismore (Cousins 2007; Turnbull 2005 ) (see Figure 5 ). sought to achieve the dual aim of demonstrating to the Lismore community that the Winsome was still 'open for business' to the broad community and not just to people without a home, and that its current manifestation was really not much different from what it had been in the past. In the interviews and historical materials we presented, the key theme underlying this presentation was the continuity of hospitality; that the Winsome had always been a site, both in practice and material design, for the provision of hospitality, and that the services it now offered were likewise entwined with the complex tradition and social function of hospitality.
2013: You Winsome You Lose Some
Given NORPA's expertise in theatrical performance and production, the 2012 presentation had been a useful test in which to explore the Winsome's capacity as a venue for live performance.
As indicated above, a large part of the Winsome Hotel's effect on visitors lies in the grandeur of its architecture. It has wide balconies running around the front of the building and a balcony and courtyard area at the back, as well as numerous interior spaces, making it the perfect environment for a multifaceted performance and exhibition event designed to tell multiple stories in different ways. In evaluating the 2012 iteration of the project, the project partners agreed that, having explored the history of the hotel as well as tested its theatrical potential, we were ready to work towards a much more fulsome and professional public outcome, and that the Winsome Hotel would once again serve to focus the project both thematically and materially.
In discussions between SCU researchers, NORPA and the Lismore Soup Kitchen staff, the idea of an artist-in-residence program emerged as a way of both engaging Winsome residents and day users in creative processes and working towards a public outcome that would provide a suitable challenge for participants (Barraket 2005, p. 13) . The impetus for conducting an artistin-residence program was twofold. Firstly, we saw it as a way to explore the capacity of creative arts activity to improve individual and community health and wellbeing. While the previous two years had involved a number of creative activities and had also involved the Winsome Choir -who are living testament to the contribution of collective creative activity to personal empowerment -this was the first time in the project that we would be working with specific groups of people who were not necessarily already involved in creative practices.
The evidence for the capacity of arts activities to improve personal and community health and wellbeing is strong. While the evaluation of community arts processes is often difficult owing to the 'soft' nature of the factors involved, widespread evidence supports the idea that engaging in creative arts practices feels good for participants and, further, that the collaborative nature of community arts endeavours ensures that this feeling is communal and can contribute to social inclusion and social capital (Lowe 2000; Mills & Brown 2004, p. 106; Mulligan, Scanlon & Welch 2008) . Our desire with this project was that the artists in residence would be able to facilitate participants' explorations of new or unfamiliar art forms, highlighting the positive value of a sense of discovery and of newness, and also of the risk of trying something new, of rising to and meeting an active challenge (Barraket 2005, p. 13) .
Secondly, the other core idea funding the artist-in-residence model was that, in working towards and presenting a performative 'showing' of work arising from the artist-in-residence workshops, residents and day users of the Winsome Hotel who had engaged with these workshops would be able to reverse their usual role of 'guests' of the hotel and become 'hosts' for the night. Hospitality is defined by relations between host and guest. Lashley and Morrison (2000) argue that, to be effective, hospitality requires the guest to feel that the host is being hospitable through feelings of generosity, a desire to please and a genuine regard for the guest as an individual. Critically, hospitality also implies reciprocity, which is an understanding that, while I may be the guest on this occasion, in subsequent meetings I will be the host. Derrida (2000) theorised hospitality as the binary opposite of tolerance, because tolerance was always at the discretion of the host. In a world where the homeless or other subjects are merely tolerated, the host is always the host, and the guest is always the guest -often an unwanted or uninvited one. 'Indeed, tolerance is first of all a form of charity. A Christian charity' (Derrida, cited in Borradori 2003, p. 16) In its current iteration, however, the Winsome does not serve alcohol, and has transformed the bar area into a café that serves coffee and snacks to visitors and guests. Commerce and profit, which are the central tenets of the commercial domain, are not the reason the Winsome currently functions, in that its primary aim is to address the social issue of homelessness. In this way, the commercial architecture of the hospitality industry is being deployed at the Winsome to address a complex social issue.
And despite not functioning around notions of profit and loss, the building, and its staff and volunteers, continue to provision hospitality in much the same way that the hotel has always done. The broad emphasis on place and belonging that we started with became more finely honed as the project went on, turning to focus on the Winsome and the notion of hospitality as instantiations of these broader concepts. Thus it was through the emergent notion of hospitality, and the inversion of the roles of guest and host, that we sought to destigmatise homelessness in general and the Winsome in particular, and in so doing achieve our objective of raising awareness of homelessness in the Northern Rivers region.
There are many positive outcomes we can take from this project. Over three years, hundreds of community members engaged with The Home Project, either as participants or audiences, and in turn were asked to think through, and orient themselves in relation to, questions of home and homelessness.
Social inclusion was kept at the forefront of this process through a focus on visibility and acceptance, and bringing the history and present of the Winsome Hotel into this mix ensured that those at the margins were central to the project. to the uninvited guests amongst us, which includes the homeless on our streets, underscores how hospitality is first and foremost a civic responsibility. Homelessness should not only be a question of tolerance, or of Christian charity, but rather an indication that a person amongst others in a community requires what hospitality provides, which is to say a meal, a drink, and a place to socialise with others: a place to call home.
